constant. In part this was no doubt thanks to the city's proximity to Vienna; it is only 140 kilometres (87 miles) north of the Austrian capital.
The close connections between Brünn and Vienna are still visible in its architecture. The cityscape is punctuated by the work of Viennese architects who introduced designs familiar from the streets and squares of the capital to the Moravian city. Theophil Hansen, Eduard von der Nüll, August Siccardsburg and Heinrich von Ferstel all designed prominent public buildings in the city centre in the 1860s and 1870s. 4 It was not uncommon for regional cities to employ architects from Vienna, whose prestige was much sought after, but Brünn was distinctive in terms of how much of its architecture was designed by figures based in the capital. Like Vienna, too, it had its own inner ring road, the Ringstrasse, built on the old fortifications surrounding the historic city centre that were pulled down in the 1860s. The redevelopment of the site was again overseen by a Viennese architect, this time Ludwig Förster. production and the market-driven nature of demand. There was now a superfluity of means of production that had led to a denigration of materials, he argued. 10 Commodities had become empty abstractions:
The destination of the [market commodity] is not determined, nor the specifics of the person who will be its owner. It can therefore possess no characteristics or local colour (in the broadest sense of the word). It must, however, possess one feature: the ability to fit harmoniously into its surroundings.
11
This and similar criticisms would be formulated throughout the nineteenth century, yet whereas some observers, such as exponents of arts and crafts, responded by attempting to resurrect pre-industrial skills and modes of production, Semper held that the solution lay in the reform of education, in which students would learn to work with materials and thereby avoid the arbitrary application of motifs and 10 Gottfried Semper, Wissenschaft, Industrie und Kunst (Brunswick: Friedrich Vieweg, 1852), 16-19.
11 Ibid, 24. decorative forms lacking any meaningful relation to the medium that seemed so prevalent of bad design.
12
Semper put this idea to practice by teaching in the Department of Practical Art, set up by Prince
Albert as part of the Museum of Manufactures (later, the South Kensington Museum) founded in 1852. Semper moved in Zurich in 1855, however, and it was in the German-speaking world that he had the greatest influence, in particular, on Eitelberger. For the latter, impressed by Semper's ideas and by the apparent impact of the South Kensington Museum on the quality of British design by the time of the 1862 International Exhibition in London, persuaded the Emperor to support the establishment of the Austrian Museum for Art and Industry in Vienna, which duly opened in 1864. 13 The Museum was an important tool of state economic policy, and Eitelberger therefore saw it as axiomatic that a network of similar institutions should be created across the Empire, with the institution in Vienna, of which he was the first director, at its hub. Although he borrowed the idea of the design museum from Britain, Eitelberger looked enviously at France which, he argued, had created the just the kind of organisation he aspired to at home. 14 Implicit in this was also his vision of the Museum as a vehicle for promoting cultural preferences that were in tune with the cosmopolitan identity of Habsburg dynasty. producers to play a role in world trade.' 16 As an important industrial center, such motivations stood in accord with the interests of the textile manufacturers so dominant in Brünn, and it was an obvious location for a sister institution to Eitelberger's museum.
The Design Museum was not the first museum in Brünn, however, nor the first to exhibit works of art and applied arts. That honor belonged to the Regional Museum, referred to as the 'Franzensmuseum' after the Emperor Francis. Founded in 1817, the Franzensmuseum was primarily intended to promote the natural sciences, but it possessed a collection of paintings and sculptures. 17 In keeping with its focus on the history, topography and natural history of Moravia, however, these were by local artists and were acquired and displayed in virtue of their relevance to local themes and were scattered in different rooms throughout the gallery, rather than as a single exhibition of works of art. As such, the Franzensmuseum exemplified a common type of museum, the 'Provincial Museum' ('Landesmuseum') which, as its name suggested, had a distinctly parochial outlook. Rudolf
Eitelberger later noted that such institutions embodied outmoded historical traditions that consisted of In addition to its mission to disseminate ideas of design reform, the Moravian Design Museum, like all museums of design and applied arts, was part of a broader epistemic shift towards 'modern' specialized museums that took place during the course of the mid-nineteenth century. New disciplines, including art and design history, were reshaping the nature of inquiry, with an emphasis on scholarly rigor and the critical treatment of historical sources. The older provincial museums were of limited value for new forms of 'scientific' knowledge, Eitelberger claimed, as they could not sustain the universal interests and ambitions of the latest scholarly research. 19 Consequently, they needed to be reformed so they might be more closely aligned with the emerging academic disciplines.
Museums of design were central to this goal; artefacts were no longer to be acquired for reasons of local antiquarian interest but rather in systematic fashion as exemplars of aesthetic and technological norms, and they were displayed and collected on new scientific principles.
When Eitelberger's institution in Vienna was founded and then, later, the Moravian Design Museum, the conception of how it might function was still evolving and went in tandem with the development of the idea of design and of art and design history as autonomous discourses. Yet as early as 1875
Eitelberger welcomed the spread of this new type of institution across Austria-Hungary as a welcome instrument of modernization. 20 The latter pertained not only to the professionalization of museological practice but also to museums' role in economic progress. With properly trained scholars rather than enthusiastic amateurs employed in the education of the visiting public, informed critical judgment was exercised in selecting the best examples of historical and contemporary design work for display. In keeping with their pedagogical role, the design museums were accompanied by the creation of associated schools of design, first in Vienna and then across the Monarchy. 21 As early as the 1870s
Eitelberger observed, with some degree of satisfaction, the beneficial effects of this system.
22
The early history of the design museums themselves indicates that this process was still incomplete by the end of the nineteenth century. The idea of design as a specialized area distinct from that of fine art, which is often traced back to the Kantian opposition of the fine and 'mechanical' arts, had not fully worked through into the logic of museological organization and display. Design museums were thus participants in broader debates about cultural identity that went to the heart of the Habsburg Monarchy, yet despite this, their creation was mostly left to local initiative.
Hence, the Moravian Design Museum was summoned into existence by the Industrial Association in Brünn. Formed in 1861, the Association staged exhibitions of art and design almost as soon as it was established, and the creation of the Museum was in certain respects a logical continuation of this activity. Both were tied to Vienna. As early as 1865 the Association mounted a display of works loaned from the Museum for Art and Industry, with a subsequent exhibition in Brünn in 1869 that drew extensively on the collections of the Vienna Museum as well as on work by prominent Viennese enterprises such as the textile company Philip Haas, the celebrated glass manufacturers J. & L.
Lobmeyr and the famous Thonet furniture company, which had already become a matter of local interest since setting up its factory in the Moravian town of Koryčany near Brünn.
31
There was a substantial traffic in objects, ideas and people between the museums of the two cities.
The pages of the journal of the Museum for Art and Industry in Vienna featured frequent reports on the activities of its neighbour. 32 Equally, the Moravian Design Museum published its own journal, the granted. 34 In the same year the Museum and its Design School operated with a budget of 309,524
Mittheilungen des mährischen Gewerbemuseums
Gulden (although a substantial amount of this was taken up by the cost of construction of the new museum building on the Ringstrasse). This compares with just over 386,000 Gulden spent on the training of teachers or a budget of some 280,000 Gulden for school inspections cross the entire the Museum for Art and Industry in Vienna noted that the lack of space made it impossible to mount an adequate display: 'older and newer objects, works in bronze and glass, are all presented in a colorful muddle. The view is picturesque, and the exhibition would undoubtedly have been more instructive if it had been possible to organize it in a more systematic fashion.' 41 Such a muddle of objects in poorly designed cramped spaces is striking given that the design museums were founded specifically to remedy the spectacular jumble of commodities that Semper and Eitelberger had witnessed at the Great Exhibition.
A Habsburg Institution?
In 1883 the Moravian Design Museum moved into a building in Brünn designed by its second director Johann Georg Schön. 42 The new building advertised the close connections with the capital. A two- The parallels with Vienna went further, too, than museum design, for like Eitelberger's institution, the Moravian Museum was built on a plot on the newly created Ringstrasse, prestigious land which, as in the capital, had already begun to take on a symbolic function in defining the identity of the city.
The description of the museum as a 'branch' of Eitelberger's institution invites questions about how it operated, about practices of collecting and display, how it engaged with the municipality, who it was intended to be for (in other words: who was the imagined audience?) and the extent to which these were in emulation of the museum in Vienna. In his survey of design museums Eitelberger was clear that provincial institutions should not be provincial in their focus:
With these museums it is not a case of promoting the sectoral interests of the factory owners or the particular interests of artisanal laborers -one does not found museums for such specific interests [ … ] In museums more general perspectives must be the standard; it is only when we don't lose sight of those that the individual gains most, irrespective of whether the museum visitor is a worker or a factory owner, a producer or a buyer. Equally, it is fundamentally wrong to base such museums on the nation alone. Any commodity that is destined for world trade will be insensitive to national idiosyncrasies.
44
The refusal to make concessions to local and national sensitivities had a particular significance in Austria-Hungary, but it also reflected the global interests of Semper and other design reformers of the mid-nineteenth century such as Owen Jones. Semper admired 'Asiatic' industry for its ability to produce objects that reproduced the features of the commodity, but without the loss of craft skills of the sense of medium. 45 Likewise Jones, whose Grammar of Ornament (1856) was translated into
German as early as 1865, argued for the need to adopt a global perspective in order to find exemplary illustrations of the universal principles of design.
46
Initially, the museums in Bohemia and Moravia implemented broadly similar policy, even though they were not acting under direct instruction from Eitelberger. The museum in Reichenberg, for example, saw itself as an institution that 'unified the cultural interests of the entire region' offering rich material for the 'aspirant manual laborer' as well the 'youth preparing to take the path of art and This arrangement was applied elsewhere in Austria-Hungary; Semper's emphasis on the primary role of ceramics and textiles led the Museum of Applied Arts in Budapest, for example, to focus on these as the core of its collection. 59 There are no visual sources to determine the exact nature of the display, but it is clear from contemporary publications (Figure 7 ) that in the Moravian Design Museum collections were also organized according to medium, with separate rooms dedicated to ceramics, Even though the statutes of the Moravian Design Museum made reference to the elevation of taste as its primary mission, the professional and institutional context within which it operated ensured that it followed different priorities. 65 Indeed, it arguably adhered even more closely to the original practical economic aims of design museums than did its Viennese counterpart. Hence, initially, little weight was given to questions of the authenticity of the items in its collections, since its purpose was to exhibit models for emulation by the designers who formed the backbone of the city's economy.
Duplicates were sometimes sold to raise funds for new purchases, in a matter of fact approach to the management of the collections that would have been difficult to fathom in Vienna. Eitelberger had been alert to the dangers of nationalism in the 1850s and had seen the Museum for Art and Industry as, in part, a bulwark against it. This raises the question not only of the kinds of artefacts that were exhibited, but also of the public that was envisaged for the museums. As Suzanne Marchand has argued, Eitelberger envisaged one that transcended differences of class and ethnicity, and this was because he refused to link aesthetic preferences to specificities of class, gender or ethnicity. 70 Hence,
Eitelberger stated 'there is only one beauty, there is only one art. There cannot be one art for the poor and another for the rich.' 'Wotanism,' which is often seen as anticipating some of the fringe mystical beliefs of Nazism. 
Conclusion
Design museums were set up as a way of overcoming the perceived deleterious effects of mass production on design quality. This was first recognized in Britain as an issue, primarily because industrialized manufacture developed there earlier than in the rest of Europe. Thanks to Semper and Eitelberger the British model was imported to Austria-Hungary, with the belief that museums would encourage understanding of the constraints and affordances of materials, as well as elevating the general level of taste in the public. By the turn of the century, however, the most innovative designers were no longer looking to the collections of institutions such as the Museum for Art and Industry as sources for emulation.
Such considerations were complicated by the fact that museums of design became drawn into the increasingly fractious cultural politics of the later Habsburg Empire. Eitelberger saw design museums primarily in terms of their mission to elevate the general level of taste. A more discerning public would demand higher quality commodities, due to a greater familiarity with universal principles of good design. Yet the idea of such principles came increasingly under strain, not only due to the challenge to aesthetic norms laid down by the progressive artists and designers of the turn of the century, but also due to the fracturing of the public sphere. There was no single public of the kind that Eitelberger had envisaged. Even in the 1860s this was doubtful but by the end of the nineteenth century it was doubly implausible.
In her overview of the relation between museums and national identities Sharon Macdonald has argued that 'Public museums, then, were from their beginnings embroiled in the attempt to culture a public and encourage people to imagine and experience themselves as members of an ordered but nevertheless sentimentalized nation-state.' 96 In the case of Austria, there stood, instead of 'nationstate,' the idea of a multi-cultural dynastic polity, but no less effort was expended on trying to fashion a public sphere that identified with the Habsburg dynasty and its legitimizing narratives. Museums of design thus stood at the very heart of the debate over the cultural identity of the Danube Monarchy.
The case of Brünn suggests that even in a city with numerous social and political ties to Vienna the idea of a shared culture and public space did not meet with universal assent. Anxieties about the erosion of positions of privilege, or the demand for greater cultural recognition, overrode the founding ideological mission of the Museum and compromised its position. In extremis, the fragmented public of Brünn led to a proliferation of organisations designed to satisfy the particularist outlooks of its different groups. The vulnerability of institutions such as the Moravian Design Museum to co-option by sectoral interest was heightened by the fact that Eitelberger's desire for a co-ordinated system remained a purely rhetorical gesture. The lack of sustained central support from the Vienna Ministry for Culture and Education (or indeed of any Ministry) meant that they were compelled to rely on local resources, with all the dependencies that entailed.
The history of Brünn demonstrates that individuals could at times embrace a non-national liberalism and, at others, advance a specifically German or Czech identity. This phenomenon affected the Design Museum no less than other artistic and cultural associations. Hence, its foundation was motivated by a liberal desire to enhance the efficacy of capitalist manufacture, yet it also came to serve as an organ for more nationalistically tinged social and economic visions. Rather than providing an ordered and shared cultural space, the museum ended up being a site of difference, trying to accommodate the conflicting demands of the city population.
In many respects the fact that museums were drawn into municipal political tensions and conflicts is to be expected, for they were, after all, city institutions. The ability of the Design Museum in Prague to remain aloof from the vicious squabbles between Czechs and Germans in the city was the more 
